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the strict resolution subjects the new or auxiliary 
dominant to the same law: 

Ex. 97. 
To complete this tonic (in three parts) the third of the 
dominant can be allowed to progress to the fifth in 
the manner of the old masters : 

Taking advantage of this subterfuge, below is given 
an example of the four groupings, subjected to varied 
nomenclature and resolved accordingly : 
Ex. 99. 

It will be noticed that the resolution in all these 
cases is to the major triad, which, as I have already 
stated, is the function of all dominant chords, apart 
from the ordinary seventh: 

Ex. 
ioo. 

and a new ninth (arising entirely out of the minor 
scale) which may resolve to either the major or 
minor triad: 

Ex. iox.N 

This last and important addition to the harmonic 
equipment of the composer will now be examined. 

(To be continued.) 

THE HARPSICHORD IN THE 
ORCHESTRA. 

BY TOM S. WOTTON. 

(Concluded from March number, fage lo7.) 

KEISER AND SCHURMANN. 

Tracing backwards, we now come to two composers, 
both celebrated in the history of opera, Reinhard 
Keiser (1674-1739), at Hamburg, and Georg Caspar 
Schiirmann (c. 1675-I74I), at Meiningen and 
Brunswick.* The latter had some twenty operas to 
his credit, of which 'Ludewig der Fromme' (1726) 
has been published in 'Der Oper,' with Act 2 
complete, and the more important numbers of the 
other two Acts. Omitting the recitatives, it is no 
exaggeration to say that of what is engraved one half 
is marked senza cembalo, and there is no particular 
reason for supposing that 'Ludewig' is an exception 
amongst Schurmann's operas, at any rate his later 
ones. 'Der lacherliche Prinz Jodelet,' by the prolific 
Keiser (he composed about 120 operas !), was pro- 
duced the same year as 'Ludewig,' and is also published 

in 'Der Oper.' The absence of the harpsichord is 
not often indicated, but on the other hand, the bass 
is often unfigured. He and his contemporaries 
labelled their bass line in a variety of ways (Bassi, Tutti 
bassi, Bassi e fagotti, &c.), the meaning of some 
being clear, whilst others, though doubtless conveying 
shades of meaning to the conductors of the time, are 
open to question. Of one thing, however, we may be 
quite certain. The Basso continuo, when unfigured, 
did not of necessity connote the employment of the 
harpsichord, or other instrument capable of producing 
chords. 

* Neither of them appear to have been noted harpsichordists, though in the case of Schiirmann it must be confessed the evidence is negative. The orchestra at Hamburg is known to have been an excellent one, and 
probably that at Brunswick was equally good. Schfirmann had been a 
singer at Hamburg in his early days, and would not have lost touch 
with such a celebrated operatic centre, only some hundred miles distant. 

THE HARPSICHORD LESS USED. 

In the first edition of even the last opera of Gluck, 
'Echo et Narcisse' (1779), the lowest stave is marked 
as a rule 'B.c.', and here we know the use of the 
clavecin was not intended. That the indication 
was in nowise peculiar we learn from Brossard's 
'Dictionnaire de Musique' (1703), the first to be 
published in French. The author says of the Basso 
continuo : 

It is one of the most essential parts of modern 
music, invented or propagated about the year i6oo 
by an Italian named Ludovico Viadana, who was 
the first to write a treatise on it. It is played, 
with figures above the notes, on the Organ, 
Harpsichord, Spinet, Theorbo, Harp, &c . 
It is often played simply, and without figures, 
on the basse de viole, with the Serpent, 
Bassoon, &c. 
The same information is to be found in Grassineau's 

' Musical Dictionary' (1740), the first to be published 
in English, based indeed on that of Brossard, but 
with many alterations by Pepusch, and probably also 
by Maurice Greene and John Ernest Galliard, who join 
with him in recommending the work, as set forth on 
the fly-leaf. The authorities are unimpeachable, and 
the statement is clear. The B.c. might be either 
figured or unfigured, and when it was the latter it was 
often simply played by the bass instruments, though 
possibly the harpsichord would be 'standing by' in 
case of need. We can now see that the unfigured 
B.c. of Stamitz, Keiser, and even Lulli (for naturally 
Brossard based his statement on the customs of his 
predecessors), might often have been played without 
the help of the harpsichord, unless the harmony 
required its assistance. But, in deciding on this point, 
we must not be swayed by modern ideas. As Georges 
Cucuel says in his 'Etudes sur un orchestre au 
XVIII"" siecle,' 'the realisation in 1913 of a bass 
figured in 176o has no great significance, except from 
a practical point of view.' We must also remember 
that many of the old editions of the scores are 
incomplete. In the 'Encyclopddie de la Musique,' 
Lionel de la Laurencie gives a good example of this. 
In the original score of Marais's 'Alcyone' (1706) the 
celebrated 'tempest' appears in only three parts, or 
rather, in two, since the part of the basse de viole is that 
of the Contrebasse et B.c., but in semiquavers instead 
of quavers. In one copy however an 'd 5s' against the 
number tells us the composer's intentions, and in a 
score probably prepared for the revival in 173o we 
find the five parts duly written out. The B.c. in both 
cases is figured, and without doubt the clavecin was 
used, but its assistance is obviously not so imperative, 
when the composer's full intentions are known. 
Practically all the French scores published by Ballard 
(the firm flourished from 1552 to 1776) are in this same 
sketchy condition, and we find the same thing in the 
first editions of Handel and other composers. These 
incomplete scores corresponded in a measure to our 
present-day vocal scores. 
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Even when the bass line was figured, the harpsichord 
was not always employed. Naturally, indications of 
this are rare, first because the omission of the key- 
board-instrument would depend so largely on the skill 
and disposition of the orchestra, and the ideas of the 
conductor; and secondly, because it is to be feared 
that many modern editors, finding senza cembalo com- 
bined with a figured bass, would look upon either one 
or the other as an oversight, and eliminate either the 
indication or the figures. Fortunately, in the complete 
edition of Rameau there are instances of this apparent 
contradiction. In 'Le Temple de la Gloire' (1745) 
there are more than a dozen pages, some copied from 
Rameau's autograph, in which sans clavecin is marked 
against a figured B.c., and in 'Les Fetes d'Hebd' (1739) there is an air for a bass voice, accompanied by violins 
in two parts above a figured bass, directed to be per- 
formed by the 'cellos and basses without the clavecin.* 
These are of interest taken in conjunction with a remark 
of the late Dr. Prout in his exhausive study of Handel's 
orchestration, which appeared in the Musical Times in 
1884(Januaryto June). Speaking of an air in the Saxon 
master's first opera, ' Almira ' (I704), he says, 'though 
the occasional figures in the bass would seem to show 
that the harpsichord was also employed, the music 
would be perfectly complete without the instrument.' 
Possibly Handel or the conductor may have shared 
Prout's ideas, and the air was given without the harpsi- 
chord, in spite of the figures. In other cases too, when 
the figures 'would seem to show that the harpsichord 
was also employed,' it may not have been used. 

Setting aside the fact that many composers of the 
I8th century would think in figured bass, and so 
would write the figures almost mechanically, there 
were many advantages in having them, whether the 
harpsichord was employed for the actual performance 
or not. As Adolphe Adam points out to us, when 
expatiating on Gossec's cleverness in playing from 
score, the art was not at all general in those days. 
On the other hand, to be able to vamp some kind of 
accompaniment from a figured bass was within the 
powers of the most ordinary cembalist. It formed an 
indispensable part of his training. That the published 
scores were often incomplete would be a matter of 
comparative indifference to him so long as he had the 
melody and the bass with figures above. They would 
be useful, not only to the purchasers of the scores, but 
to the accompanist at the preliminary rehearsals of a 
work before the orchestra was employed with the 
choruses. Again, although a composer might at 
times leave his inner parts to be filled in by the 
conductor or the copyist, the latter being an important 
person in those days,t he might hesitate before 
entrusting him with his harmony. 

FIGURED BASS AND THOROUGH BASS. 

Erroneous notions have arisen as to how, when, and 
where the harpsichord was employed in the orchestra 
on account of the almost universal confounding of 
figured bass with thorough bass (Basso continuo). 
They are not one and the same thing, though the 
fact is apt to be forgotten, because the confusion of 
the two has persisted for so long and has occurred in 
all European languages. Sir John Hawkins, in 1776, 
wrote of Viadana having invented ' figured or thorough 
bass,' and his mistake has been religiously copied in 

many English books since his time. German 
musicians as a rule apply the term Generalbass 
indiscriminately to the two things, while the French 
have long called Basse continue what is often merely a 
figured bass. To draw an absolutely hard and fast 
line between the two were impossible. They merge 
into one another, and at times are indistinguishable. 
But for all that they are different, and had a different 
origin. Figured bass is a species of musical 
shorthand, and to label 'B.c.' what is only an organ 
or harpsichord part noted in this shorthand is an error 
in nomenclature. It is as much a part as that of the 
voice or violin noted above it, of which indeed much 
(the ornaments) was also noted in shorthand. The 
origin of the Basso continuo is to be found in 
harmonical not stenographical reasons, and in the 
first treatise to set forth the rules governing it figures 
are neither used nor mentioned. Figured bass 
existed before the Basso continuo was invented, and 
existed, especially in recitatives, long after the latter 
had died out. 

During the I6th century the only way the organist 
or cembalist had of accompanying the voices was by 
doubling them, requiring a skill in playing from score 
not possessed by the many, and a skill that was often of 
no avail, since most compositions were issued only in 
separate parts. To assist him in remembering the 
upper parts, he wrote figures over the lowest one, and 
if the cantus happened to be in the highest part, it 
could be treated as an accompanied solo by the 
organist playing the other parts. The lutenists, it is 
true, had composed songs with a synchronous part for 
their instrument (it could hardly be called an 
accompaniment in our sense of the word), and this 
part at times contained the germs of interludes and 
symphonies, such as we find in the operas of Peri and 
Caccini. But generally speaking, the organ only 
accompanied the voices in the manner described, and 
the music came to an end when the voices ceased. If 
instruments were employed, they simply played the 
vocal parts. 

The Basso continuo was invented about i6oo, and 
the first to lay down the rules for playing it was 
Viadana in his preface to his '00oo Church Concertos,' 
published at Venice in 1603. He claimed to have 
invented it six years before, when he was at Rome. 
His work is in five volumes, the fifth being the 'Bass 
to be played on the Organ.' It differs only from the 
other parts (Cantus, Alto, Tenore, e Basso) in that it is 
continuous. It is not figured, nor is there any mention 
of figures being advisable or necessary. It is probably 
the belief that Viadana invented both Basso continuo 
and figured bass that originated the idea that the 
two things are the same. Here is one of his 
instructions to the organist: 

The organist must play the part as it is written 
(semplicenente), and with the left hand. But, if 
he wishes to execute some passages with the right 
hand, such as cadential graces or ornaments 
proper to the organ, he must do so with discretion, 
lest the soloists or choirs, if there be several of 
them, should be embarrassed by too great a 
number of registers, and confusion arise.' 

(The italics are mine.) From this it is obvious that 
the use of the right hand was not a sine qud non, except 
of course in the symphonies, &c. Now, the music did 
not come to an end when the voices ceased I That he 
contemplated its discreet use, is apparent from his 
instructions regarding it ; but the main thing about the 
new invention was the continuous instrumental bass, 
to which all the vocal parts could be referred. This is 
again clear from Viadana's explanations as to why he 
had not employed the tablature for the organ part. 

* In one of the airs in Schiirmann's 'Ludewig' there is a solitary bass 
note figured, the number being marked senza cembalo. Whether there 
were others, struck out by a too-zealous editor, it is impossible to say. 
One note proves as little as the proverbial swallow. 

t Rousseau, in his dictionary, gives a long account of the duties of 
the copyist. One of them, the extracting of oboe parts from those of the 
violins, he comments upon thus: 'If I had to judge of the taste of a 
symphonist, without having heard him, I would give him an oboe part 
to draw up from a violin one.' Figured bass and thorough bass: 
evidently copyists did more than copy ! 

This content downloaded from 129.96.252.188 on Sun, 21 Feb 2016 19:58:06 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


158 THE MUSICAL TIMES.-APRIL I, 1918. 

He had noticed that 'many organists were incapable 
of reading the tablature, while there was not one of 
them who could not read the part [Viadana's organ 
part] at first sight.' If chords above the unfigured 
bass were imperative, it is tolerably certain that there 
would be some organists incapable of playing the part 
at sight. The period was that of the Basso continuo, 
not that of the Organo continuo or Cembalo continuo. 

From Quantz's'Essay on a Method for Learning to 
play the Cross-Flute' (1752) we learn how great a 
latitude was allowed to the harpsichord-player. 
Chapter xvii., Section VI., begins : 

Not everyone who understands Generalbass, 
is on that account a good accompanist. The first 
is learnt from rules, the second, from experience 
and ultimately from innate feeling. 

The difference between the two arts he explains in 
paragraph 4 of the same section : 

The universal rule for Generalbass is to play 
constantly in four parts; however, it often has 
a better effect not to tie oneself down so strictly, 
but, on the contrary, to omit several of the parts, 
or even merely double the bass with the right 
hand an octave higher. 
Again we see the importance attached to the bass 

line, while on occasion the figures above it may, at 
the discretion of the cembalist, be ignored completely. 
Exactly how this discretion was exercised it is difficult, 
if not impossible, for us to decide, though the 
orchestration of a piece may tell us much, as 
witness Gevaert's plausible suggestion in his 'Cours 
methodique d'orchestration,' that some of Bach's 
methods of orchestration can be explained only by 
supposing that the organ doubled some of the wind 
parts. 

Setting aside numbers where the B.c. was in reality 
nothing more than a figured bass, an accompaniment 
in musical shorthand, and numbers where the harmony 
according to the composer's ideas .was incomplete 
without the aid of the harpsichord, the question as to 
what the cembalist probably did may be best 
answered by another question: What did the conductor 
do in England, when, seated at the pianoforte, 
he directed the performance of a symphony of Mozart 
or Beethoven in the days before Spohr surprised the 
patrons of the Philharmonic Concerts by producing a 
baton from his coat-tail pocket ? As the conductor 
followed tradition in one respect, he doubtless 
followed it in others. If he did not play during the 
'Jupiter' or C minor, but only sat and thought, the 
process could have been carried out equally well at his 
own fireside. If he did play, what did he play? The 
English conductor of a hundred years ago seems to 
have been an insignificant creature compared to the 
leader, but it is hard to believe that his insignificance 
amounted to absolute nothingness. The pianoforte was 
certainly not silent, and we may be sure that the 
musicians saw nothing inartistic in the conductor joining 
in the fortes, strengthening the basses, giving a lead 
to some instrument here, or strengthening a wavering 
part there.t Possibly he may have considered the 
fermatas as his peculiar property, to be filled in by 
cunning cadenzas of his own. Generally speaking, he 
would do much as his predecessor of fifty years before, 
and he, as his predecessor, allowing for differences in 
the harmonic texture of the music. 

That the audience would perceive nothing inartistic 
in the conductor adding a pianoforte part to a Mozart or 
Beethoven symphony, need not be discussed. Do not 
our modern audiences, presumably more intelligent, 
accept without a murmur the introduction of the organ 
into works where not only has the composer not 
indicated it, but expressed a wish that it should not be 
employed ? 

To commence with, the harpsichord was undoubtedly 
the foundation of the orchestra, but, as orchestral 
players became more skilful, composers learnt gradually 
to rely less on the keyboard instrument. To pretend 
that it would be possible to represent its disappearance 
by a regular curve, would be absurd. Its disuse followed 
an erratic course, and depended on many things. 
Who first allowed the orchestra to walk without 
leading-strings, we cannot say. Someone in the I7th 
century must have been the first to attempt the 
experiment, but after all that someone was merely 
copying another someone of the previous century, who, 
in the 'Ballet de la Reine' (1581), or similar work, had 
written for orchestral instruments alone, without the 
aid of organ, cembalo, or lute.* But, though he copied, 
the result was not quite the same, because the parts 
now moved above a firmly defined bass. The Basso 
continuo had been invented. 

* This was in i820, but it was many years later before the baton was 
adopted universally in England. As late as I829 Mendelssohn had a 
struggle to be allowed to conduct in the modern fashion. 
+ In a letter to the Harmonicon, dated March 16, 1830, the 

correspondent asks: ' Is the Philharmonic Band so composed, that the 
Symphonies of Haydn, Mozart, and Beethoven cannot be played without 
the desperately annoying accompaniment, the hushing of the leader to 
the piano parts of the composition ?' 

* The overture to the Ballet was composed for oboes, cornetti, and 
trombones. 

@ccasional lRote . 

DEBUSSY 
AND 

WHOLE-TONES. 

When in our last issue (p. io8) we vented our spleen on the 
iniquity of whispering during 
musical performances, we forgot 
to mention one of the compen- 

sations of the crime, namely, the flashes of ignorance 
such conversations occasionally reveal. Not long 
ago, during the performance of a well-known Debussy 
piece, we overheard the remark that 'all this music, 
don't you know, is made up of whole-tones.' Yet the 
semitones were being delivered galore, and they are 
found abundantly in most of Debussy's music ! The 
occasional use of whole-tones melodically, and chords 
derived from the whole-tone scale, are only part of 
the means by which Debussy secures his peculiar 
atmosphere. 

A DISCOVERY. 
In an article (in the Christian 

Science Monitor, Boston, U.S.A.) 
on the 'Importance of Voice in 

Opera,' Cleofonte Campanini, the director of the 
Chicago Opera Company, says that 'Voices are what 
make Opera,' and he adds, apologetically, 'at any 
rate I think so.' So do we. The musician merely 
composes it. Campanini goes on to say that ' if opera 
is not singing then I do not know what it is.' 
No more do we. Evidently someone in Chicago has 
been saying things about opera. 

We have been overwhelmed recently with offers of 
articles and other contributions. This exceptional 
output has come at a time when our space is inevitably 
cut down. We offer this explanation and apology to 
account for the rejection or compression of much 
matter of interest. As a rule, we cannot deal with 
any news items received after the 15th of the month. 
Organ recitalists particularly should notice this date. 
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